SLASH = JOE STRUMMER = PETE TOWNSHEND = MERLE HAGGARD 


s SONGS 
DAVE MATTHEWS BAND 

AJ, Everyday 
NIRVANA 

The Man Who Sold 
the World 

FIVE FOR FIGHTING 
Superman 


N К ls der s | 
L ña cost ` SIMON & GARFUNKEL 
T MEC >, The Boxer 
i Ta BON IOV) | 
m 


IN-DEPTH LESSON ems 
Plus! Exclusive Interviews With ЕВ ТІ 


NSN’ ROSES 
Used to love Her — 


WITH E-Z GUITAR 
ARRANGEMENTS! 
NEW COLUM 


NS! 
Goo Goo Dolls’ JOHN RZEZNIK & Jethro Tull's IAN ANDERSON 


UNPLUGGED ARRANGEMENTS! 
The Grateful Dead’s’ ‘CASEY JONES’ & 
‘Cheap Trick’s ‘I WANT YOU ТО WANT ME’ 


а 
ý TN 


The Аймап rochers Hand: The casi luca (oft o righ) Jaime Johany Johanson (drums), Berry Oakley (bass), Duane Айнын (guitar), Butch Trucks (drums), Gregg Ae 


ЕТІСТІ 


сапы hun bunt 29 


How to play the Allman Brothers Band’s greatest acoustic hits 


he bluesy, incendiary music made by 
the legendary Allman Brothers Band is 
as powerful and influential as any to 
come out of rock, Southern or other 
wise 
incarnation of the band, which formed in 
1968, was built arc 


The original and most important 


ind the playing of not 
one but two giants of the electric guitar, 
Duane Allman and Dickey Betts. They were 
the prime architects of a sound which, with 
its seamless integration of country, blues, 
rock, soul/r&b, bluegrass and jazz influ: 
ences, remains dynamic, unique. 
tarists, however, tha 


Betts and 
The very 
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Allman really made their mark 


By ANDY ALEDORT 


mention of the band’s name instantly 
brings to mind the beautifully harmonized 
lines that have helped make ABB songs like 
In Memory of Elizabeth Reed,” “Whipping 
Blue Sky 


Post, and eternal 
rock classics 

For all Betts and Allma 
tric virtuosity, there was more to the Allman 
Brothers’ sound than vintage Les Pauls 
played through Marshall 100-watt “plexi 
amplifiers, Duane and Dickey, along with 
frontman/organist Gregg Allman, were a 
fine acoustic guitar players who used the 
instrument to gr 
band's most memorable songs, including 


Hot ‘Lanta, 


's heralded elec 


t effect on some of the 


"Little 
| examine the 


Midnight Rider "Melissa" and 
Martha,” In this lesson, we wil 
signature acoustic guitar parts on these 
songs, 

The timeless "Midnight Rider" (Idlewild g 
South) was written by Gregg Allman and 
features Duane on acoustic guitar, The song 
begins with him employing banjo-style 
“hybrid picking” (pick and fingers) to 
arpeggiate a second-position D5 chord 
(FIGURE 1А), (To arpeggiate a chord 
means to play the notes individually and in 
quick succession, usually moving from the 


lowest note in the chord voicing to the 
highest; moving from the highest note to 


БТ 


the lowest is sometimes referred to as a 
“reverse arpeggio.”) Hybrid picking 
involves the use of the pick in conjunction 
with fingerpicking. The pick is held by the 
thumb and index finger, and the middle 
and ring fingers do the picking. The first 
three notes of the figure should be played 
with the pick, middle and ring fingers, 
respectively, using a quick “rolling” motion 
from the lowest to the highest string (this 
technique is often referred to as a "banjo 
roll"). On beat 2, strum the full Ds chord 
with the pick. 

One of the most instantly recognizable 
and often copied—acoustic guitar figures 
associated with the Allman Brothers is the 
verse rhythm part to “Midnight Rider,” 
depicted in FIGURE 1B. Played around the 


There's more to the 
Allman Brothers’ sound than 
Vintage Les Pauls 
played through Marshall 
100-watt “plexi” amplifiers. 


same D5 chord shape shown in FIGURE 
1A, this part features a bass line made up of 
the A and C notes on the fifth string. This 
one. bar riff is repeated throughout all of the 
verse sections, and is also played behind the 
first part of the guitar solo. 

FIGURE 1C illustrates the acoustic 
rhythm part strummed during the songs 
chorus, which consists of standard Gm and 
C barre chords in the first two measures, 
followed by a return to the D5 verse riff 

After the first four bars of the guitar solo, 
the band shifts into what is essentially a 
whole-step modulation down to the key of 
C, as the chords C and Bb alternate behind. 
complementary melodic figures played by 
two electric lead guitars. FIGURE 1D 
shows all three of these guitar parts: Guitar 
1 plays the high melody, based on a C triad 
(C E G) and a Bb triad (Bb D F); Guitar 2 
plays a melodic figure based on the 
hexatonic scale (C, D, E, Е G, A); and 
Guitar 3, the acoustic, strums stock C and 
Bb barre chords. 

Gregg Allman recorded a hauntingly 
beautiful version of "Midnight Rider" on 
his 1973 solo album, Laid Back. This 
arrangement differs considerably from the 
familiar ABB version featured on Idlewild 
South. As FIGURE 2 illustrates, although the 
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band," says Gregg Aliman. "1 developed that folky perspective from people like Tim 
Buckley, Stephen Stills and Jackson Browne, and it's always stuck with me.” 

For more than 30 years, fans have seen Allman seated behind а Hammond 8-3, belting 
ош the blues with the Allman Brothers Band. The image is so ingrained that even some 
longtime, hardcore ABB devotees are unaware that Allman is also a fine fingerstyle player. 
He wrote some of the band's greatest acoustic compositions, including "Melissa" and 
“Midnight Rider,” folk-infused tunes that have been staples of classic rock radio for more 
than three decades. 
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GUITAR WORLD ACOUSTIC Do you usually write on the plano or 
‘on the guitar? 

“ato ALMAN | have both on acoustic and a piano sitting 
in the living room, and | just walk in and grab what seems 
right, You have more chordal options with a piano, which 
I've always liked, but you can take a guitar anywhere, and 
n does something different and wonderful. For instance, 


| “Melissa” played on a piano... I'm sorry, no. It just ain't 


happening. And the only song I've ever written on a Hammond is "Dreams." 

оша “Melissa” has had an enduring impact on pop music, with that beautiful progression 

often cropping up even today in rock and country music. The voicings you used in that song. 

are part of every rock quitarist's chordal vocabulary. 

Auman Thank you. That's a hell of a compliment. | figured those chords out in a pretty sim- 

ple way, actually, One day | picked up my brother's axe, which һе tuned to natural [open] 
CONTINUED ON MSE 83 
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acoustic guitar player,” insists the Allman Brothers Band legend. 4 

know too many great pickers to claim to be one. It's just some- 
thing 1 do on the side, as a supplement to my real thing-—playing the 
electric guitar." 

Betts does himself a grave injustice. The Southem rock pioneer and 
master of the gold-top Les Paul is also a formidable acoustic player, 
fingerpicking and flatpicking in a style heavily influenced by classic 
Delta and ragtime blues, and the old-timey music he heard growing 
up in Florida. He also plays a mean acoustic slide. 

Though the Allman Brothers, of which Betts was a core member 
until his dismissal earlier this year, are far better known for their elec- 
tric, bluescheavy Southern. rock sound, they have always been an 
acoustic force as well. Unplugged songs from the band's classic peri- 
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ой that feature Betts include “Little Martha," the sparkling 
duet with Duane Allman that closes Eat a Peach (1972), and the 


Dobro-powered “Pony Boy,” from 1973 Brothers and Sisters. 
In 1974, Betts released the solo album Highway Call, a record 
that showcases Betts's country side and is just loaded with 
quick pickin’ and serious strummin’. 

In the years following the ABB's 1989 reformation, the band, 
with Betts, Warren Haynes and Gregg Allman on guitar, often 
performed acoustic sets mid-show. A highlight of the 1995 live 
album 2nd Set is Betts's stunning, unplugged version of his 
great jazzy instrumental, in Memory of Elizabeth Reed.” 

Betts, who since his departure from the ABB has been play- 
ing with his own electric band, says that he is seriously con- 
templating recording an acoustic album this winter. All this 
from а man who is "not an acoustic guitar player.” 


Curran woen acoustic Did you and Duane often play acoustic 
guitar together? 

Dickey verts Yeah, Both of us really loved Robert Johnson and 
Blind Willie McTell, and he really dug Lightnin’ Hopkins, We 
played backstage, іп hotel rooms and on buses all the time. 
Duane usually had his Dobro, | had a Martin and [АВВ bassist} 
Berry Oakley had a Gibson Hummingbird. The first real acoustic 
song we recorded was “Little Martha," which Duane wrote for 
his partner, Dixie, “Little Martha" was his pet name for her. 
өл Was that instrumental typical of the kind of stuff you and 
Duane would sit around and play? 

вт No, it wasn't typical at all. We would mostly play blues. 
"Little Martha" sounded more like something 1 might write 
than Duane, but if you are writing something for your giri 


"We played backstage, in hotel rooms 
and on buses all the time. Duane usually had 
his Dobro, I had a Martin and Berry Oakley 
had a Gibson Hummingbird.” 


friend, it's natural to gravitate towards that sound rather than 
a hard blues. He wrote it over a long period and showed us 
parts, so it wasn't a surprise when he brought it in, 

Its played in straight [орел] E tuning (low to high: ЕВ E G# B El. 
| played the low harmony and Duane played the high harmony. We 
recorded one version with just the two of us and one with Berry on 
bass, and went back and forth on which version to release. The album 
had it without bass, but the version with Berry was released on [the 
1989 box set] Dreams. 
сма The Allman Brothers often used acoustics to fatten up the sound 
of songs like "Blue Sky" and "Trouble No More." 
вет Its also оп "Revival," and a few others. That last one was all 
Duane. He was a lot more studio savvy than the rest of us because of 
his experience at Muscle Shoals [Duane worked with the famed stu- 
dio musicians at Muscle Shoals, Alabama, on recordings by Wilson 
‘CONTINUED ON PAGE B4 


song is sung in the key of D, 
Allman plays the folk-style accom 
paniment with his guitar tuned to 
open G (low to high: D G D G B 
D). He alternates D octaves on the 
open sixth and fourth strings with 
his thumb while plucking a 
bluesy, syncopated melody on the 
top three strings with his fingers. 
He takes a similar fingerstyle 
approach, also with his guitar in 
open G, to play his acoustic ver- 
sion of "Come and Go Blues," 
which appears on the Gregg 
Allman box set, One More Try: An 
Anthology (Capricorn/ Polygram). 
(The electric, ABB version is fea- 
tured on Brothers and Sisters.) 

Gregg also penned the beautiful 
acoustic balled, "Melissa," featured 
on the ABB's 1972 album, Fat a 
Peach. "Melissa" is built around а 
primary acoustic guitar part, 
which, although played in stan- 
dard tuning, somehow sounds like 
its in an open tuning. This 
because "inside" chord voicings— 
chord shapes played on the fifth, 
fourth and third strings—are 
sounded in conjunction with the 
open low E, B and high E strings, 
lending an ethereal vibe associated 
with open tunings. 

FIGURE 3A depicts the songs 
repeated four-bar intro, in which 
E, Fém7add4/E and Emaj7 chords 
are played in the manner 
described above. Notice that the 
grips for F#m7add4/E and Emaj7 
are the same, but are played two 
frets (one whole step) apart on the 
fingerboard. When playing these 
chord voicings, be sure to allow all 
of the strings to ring clearly. This 
figure is played for the first four 
bars of the verse and is followed 
by a repetition of the first two 
bars. FIGURE 3B illustrates the 
next part of the verse section that 
begins in the seventh bar. A simi- 
lar approach is used for the 
chordal movement here, with 
three-note chord shapes ascending 
over a droning open bass note, in 
this case the open A string 
Measures nine and 10 restate the 
first two bars of the verse pattern, 
and the progression ends in bars 
11 and 12 with Cmaj7 and B 
chords. 

Eat a Peach was, tragically, the 
last ABB studio album to feature 
‘CONTINUED OM PAGE 36. 


FIGURE 1 “Midnight Rider” 
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FIGURE 2 “Midnight Rider" verse pattern 
Open G tuning (low to high: D G D G B D). 
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Duane Allman, who died on October 29, 
1971, following a motorcycle accident. 
Among the albums highlights is the beau- 
tiful “Little Martha,” recorded by Duane 
and Betts on a pair of acoustic guitars, both 
in open E tuning (low to high: E B E G# B 


FIGURE 4 "Little Martha” J = 99 


E). The song is fingerpicked with the 
thumb, index and middle fingers in a 
somewhat complex and, at times, free- 
flowing manner. FIGURE 4A depicts the 
primary melodic figure in the tune. The 
two guitarists harmonize the melody in 
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thirds, with Duane (Си. 1) playing the 
higher harmony and bass notes while 
Dickey (Gur. 2) supplies the lower harmo- 
ny. Both guitarists play in the first position 
for the first four measures, which are 
repeated. The melody is then transposed 
up a fourth, to А, for the next four bars 
For this part, Duane barres his index fin- 
ger at the fifth fret and plays pretty 
much the same pattern he did in bars 1 
4, but five frets higher, in the fifth posi- 
tion, Interestingly, Dickey transposes his 
lower harmony part up a fourth as well, 
but remains in the first position for 
these four measures. (He probably 
chose to do so because he wanted the 
brighter timbre he could get by playing 


on the treble strings in the lower fret- 
board area.) To master the intricate 
right-hand fingerpicking pattern 


employed in each part, practice the 
piece slowly while tapping your foot, 
gradually bringing the tempo up to 
speed. 

FIGURE 4B illustrates the second 
theme, wherein shifting chord voicings 
are played against an open B (fifth- 
string) pedal tone. Note that Dickey 
plays the higher part during this section. 
The phrase ends with a descending 
arpeggiated pattern in measures 7 and 
8; notice that bar 8 is in 2/4 time. Even 
if you plan on playing “Little Martha” 
as a duet with a friend, its a good idea 
to learn both parts. You'll not only gain 
a greater appreciation for Allman and 
Betts’s playing, but also an increased 
insight imo the ап of the duet. |An 
excellent solo guitar arrangement of “Little 


Martha” appears in Guitar World 
Acoustic #27—Ed.]. “ 
© COP’ 


“MELISSA” (Gregg Alman & Steve Alaina) © 
1968 UNCHAPPELL MUSIC INC, EMI LONGITUDE. 
MUSIC and ЕШАН BLUE MUSIC. Copyright 
Renewed. All Rights for ЕШАН BLUE MUSIC 
Administered by SONGS OF WINDSWEPT PACIFIC 
International Copyright Secured. Al Rights 
Reserved. Reprinted. by Permission of HAL 
LEONARD CORPORATION 


"ИТТЕ MARTHA" (Duane Alman) © 1972 
'UNICHAPPELL MUSIC INC. Copyright Renewed. 
Intemational Copyright Secured. AW Rights 
Reserved. Reprinted by Permission of HAL 
LEONARD CORPORATION 

“MIDNIGHT RIDER” (Gregg Alman 8 Robert Kim 
Payne) © 1970 UNICHAPPELL MUSIC INC. and ELI- 
JAH BLUE MUSIC. Copyright Renewed. АЙ Rights for 
ELIJAH BLUE MUSIC Administered by SONGS OF 
WINDSWEPT PACIFIC. international Copyright 
Secured. All Rights Reserved. Reprinted by 
Permission of HAL LEONARD CORPORATION 
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elcome to the magic world of “Unplugging,” where each issue I mirac- 

ulously transform original band arrangements of classic rock songs 

into solo acoustic guitar art. This issue, we unplug the Grateful Dead's 
funky "Casey Jones" (Workingman's Dead) and Cheap Trick's power-pop clas- 
sic, “I Want You to Want Me” (At Budokan). Both arrangements are in stan- 
dard tuning and require the use of а capo, so get yours handy, and let's get 
started. 

The original version of "Casey Jones" is in the key of C and features Jerry 
Garcia and Bob Weir's twangy electric guitars, backed by bass and drums. The 
solo guitar accompaniment I've devised is played as if the song were in G, 
with a capo at the fifth fret to transpose everything up a fourth to the orig- 
inal key, and uses full-sounding, easy-to-play open chords. 

FIGURE 1 depicts my one-guitar arrangement of the song's brief two-bar 
intro. What I've done here is appropriate one of Garcia's tasty licks from the 
re-intro after the first chorus, heard at 0:26 on the original recording, and 
used it as a stand-alone intro phrase. As a performance option, you could 
play the first two quarter notes staccato (short and detached). Try playing 
them both ways--normally and staccato—and decide which way you prefer. 

This two-bar phrase leads right into the song's first chorus, shown here in FIG- 
URE 2. As you can see, this part basically goes back and forth from G to C (both 
chords are in the first position, relative to the capo), with “sus4“ embellishments 
added to the C chord. The important thing here is to establish a solid rhythmic and 
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Note: FIGURES 1-8 аге to be played with a capo at the fh fret. 
All chord shapes and tablature positions are relative to the capo. 
harmonic accompaniment behind the | С panda perfect fourth higher ikan мүш (һе af СІ: 


vocal while emulating the funky wawapa 


groove created by the rhythm section нс с а 
оп the original recording. Ве sure to 3% = 

use palm-muted downstrokes for all ==: =Z: 

the eighth notes, and strive for a 

pumping" feel as you strum the aae 

chords, accenting beats 2 and 4 in the | (ЖЕЗ СШ Чиа сеза 

first measure to create a hearty back G ош ®® С омс Ом D ° 


beat. Notice how, in the second half of 
bar 2, the accents shift to the eighth. 
note upbeats to emphasize the Csus4 


chords. 

After the chorus, you can either go 
back and once again restate the intro 
riff from FIGURE 1, or, if you'd 
rather not have the bottom end drop 
out temporarily, play FIGURE 3, 
which is essentially the same lick 


played an octave lower and woven 


FIGURE 4 “Casey Jones” verse chords capo $ arr.) 
fuller-sounding part. в ли AT 


с 
FIGURE 4 Шаме eee E Ба mox 
ings 1 use to play the song's verses. Feel HE il s E 


into the open G and C chords for a 


0 GAWAN, Chen 87 Em юр 


free to embellish these open chords СЕ x: = 
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with hammer-ons and pull-offs, and be sure 9 
to maintain the pumping downstrokes feel 
(emphasized by Garcia and Weir on the 
original recording). The second chord of the. 
verse can either be A or A7, depending on 
your personal preference, (1 like to alternate 


each time around). Let the C, B7 and Em 


chords each ring for two beats behind the 
lyrics "At a quarter to ten you know it's trav- 
clin’ again.” When you get to the final D 
chord (on “again”), resume those pumping 
eighth notes for two beats to set up the cho. 
rus. ° 


same as the first (see FIGURE 2). The sec 
ond verse, however, begins a little different. 
ly than the first one, with an accented 
chord punch added on the upbeat of beat 3 
(immediately after the vocal phrase “trou- 
ble ahead"). FIGURES 5A and 5B show 
1wo ways this part can be played. The first 
approach (FIGURE 5A) employs Chuck 
84 9 hie sop Bh power ioak DA the 
bottom two strings along with added pinky 
extensions. I personally prefer ће pan this 

ғау because it sounds more rock and roll. 
The second way (FIGURE 5B) is easier to 
execute because you can stay in the first 
posi ура do CHOC tor guis win 
be careful not to inadvertently hit the open 
А seng mekibe: жің, the Порна 
AbS chord. 

The second verse is followed by the third. 
chorus, then a reprise of the intro. At this 
point, you can either proceed directly to 
the final verse and chorus or, if you're feel. 
ing ambitious, play my solo adaptation of 
the sous шеи елена 
solo (beginning at 1:58 on the recording), 
wich happens ta foli the forms of the 
verse and chorus (FIGURE 6). After playing 
this two-measure phrase, go back to strum. 
ming the underlying chords (C and D), 
adding decorative embellishments and 
chordal extensions as you see fit. Repeat 
FIGURE 6 again, then finish the verse pro- 
gression, CB7-Em.D, arpeggiating the 
chords to add n әдіс interest. 

FIGURE 7 is an adaptation of the instru. 
mental chorus heard at 2:17. Hold down 
ihe chord shapes and ler ahi roma ng a 
much as possible as you pick out the 
mod sea кемге Pali ие ue 
ihe t ro horde fox iste di 

This section іа followed by another reprise 
of the re-intro (see FIGURE 3), which sets 
pe nal. акала ота. The ld eue 
wed eat ap day Ld e ULTRAGLIDE 65 STRING CLEANER & CONDITIONER · EXTEND THE LIFE OF YOUR STRINGS 
time through (beginning at 3:38), the chord 
changes are a little different. Instead of just. 
going from G to C to Csus4, substitute the 
sublime-sounding Fsus2 voicing illustrated 


in FIGURE 8 for the first two beats of the DUNLOP MANUFACTURING, INC. РО. BOX 846 BENICIA, CA 94510 U.S.A. www jimduniop 
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second bar, followed by C. This Fsus2 
chord shape is essentially the same as 
the Csus4 form we met in FIGURE 2, 
but with a low F note (fretted with the 
thumb) added on the bottom. 

“The song ends with a repeat of the 
final lyri “and you know that 
notion, sung to a different melody 
and chord progression. Strum the 

m7, A7, D7 and G voicings depicted 
in FIGURE 8, letting each chord ring 
for two beats to bring the train to a 
soft, comfortable halt. 


ion of Cheap Trick's “I Want You to 

Want Me," featured оп 1979's At 
Budokan, is the definitive reading of the 
song, which originally appeared on the 
band's 1977 studio album, In Color. As 
had been the case a few years earlier 
with Peter Frampton's live take on 
"Show Me the Way,” the live recording 
of *I Want You to Want Ме” captured Ë 
an inspired concert performance of a Е 
pop song that surpassed the original § 
studio recording in terms of energy and 
sincerity. The electricity generated by 
the larger-than-life arena setting, plus 
the fact that the song was presented as 
an ensemble arrangement featuring 
two electric guitars, bass, drums and 
vocals, made the task of rendering an 
effective solo acoustic accompaniment 
to “I Want You to Want Me” a technical 
and artistic challenge. 

Cheap Trick performs “I Want You to 
Want Ме” in the key of A. М) 
unplugged arrangement of the sonj 
played as if it were in G, with a capo 
placed at the second fret to transpose 
‘everything up a whole step to the orig- 
inal key. Playing the song this way 
enables a solo guitarist to use open 
chords that are full-sounding and easy 
to finger. Before strumming the first 
chord of the intro, though, I like to 
emulate drummer Bun E. Carlos and 
start things off by beating out a brisk 
shuffle rhythm to establish the songs 
uptempo rockabilly feel 

FIGURE 9 illustrates how this drum 
groove can be recreated on guitar. The 
trick is to mute all six strings by lightly 
resting the four fingers of your fretting 
hand across them while strumming a 
quick swing-eighths rhythm, using the 
three bass and treble strings as con. 
wasting percussion instruments—as if 
you were playing a kick and snare drum 
ог a pair of congas. Be sure to use 
downstrokes on the downbeats and 
upstrokes on the eighth-note upbeats, 
and to strum the accented notes a little 


I: is generally agreed that the live ver- 


harder than normal sive 
To prevent any unwanted natural har- — vides an exciting and 
monics from sounding as you strum the dramatic buildup to 
muted strings, make sure your left hand fin. “he tune. 
gers aren't positioned above the harmonic | FIGURE 10 depicts 
node points located directly above the 14th, my version of the 
gninth or seventh frets (owing to the pres. songs repeated four 
Eence of the capo, these node points аге bar intro. Notice how 
located two frets higher than where they his 


groove and pro. 


daptation con. 
would ordinarily be). Done correctly, this veys the harmony 


and rhythm of the 


muted strumming creates a catchy, percus. 


Note: FIGURES 9-13 are to be played with a capo at the second fret. 
All chord shapes and tablature postions are relative to the capo. 
АШ notes and chords sound one whole step higher than written (key of A) 


FIGURE 9^1 Want You to Want Me” drum intro arr for gtr. 
Brick Swing-eighths Fel (72 


i | 1 Li tj original arrangement while at the 
= о Las oup vile Neg bao 2 
F + : and 4 with a lile extra “oomph.” This 


will help convey Cheap Trick's whip. 


Contin ren pier wit th following hens 


| Em EmD с GB toG, Оф, Ет, Елу) С, CB, G, DFE cracking backbeat feel. 


E | As the first verse commences, the 


| flailing, wide-open feel of the intro 


Ы at Ji gives way to a tighter, palm-muted 
1 Want You to Want Me” pre-chorus chords (capo 2 arr.) strum, as depicted in FIGURE 11. This 
A7 F G Em A, then clipped “boom-chop-boom-chop' 


h strum pattern is similar to one often 
used by bluegrass mandolin players to 


En convey a strong backbeat groove on 

8 uptempo tunes. But unlike the blue. 

ж Brass mandolin pattern, which only 

ü I E hits the “chop” on beats 2 and 4, our 

| Дф ва ре pattern also incorporates а steady, 

FIGURE 13 “1 Want You to Want Me” chores chords (capo 2 arr.) thumping quarternote bass line on 
> қан жуз PO ES yal every beat, which effectively compen 
sates for the absence of a bass player 


cato (short and abrupt) so that the 
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strings don't ring beyond half a beat. You 
can accomplish this by muting the strings 
with both hands immediately after each 
When properly uted, there 
should be a brief 
between each strum. 

The last four chords in FIGURE 11 are 
played in the same rhythm as the first two 
chords—Em for three bars followed by one 
bar of Em/D, then C for three bars followed 
by C/B for one bar. Notice the u 
gering for the Em/D chord: 1 play the D 
note at the fifth fret on the fifth string 
instead of just playing the open D string 
because the fre 
mute with both hands. 

For the song's pre-chorus (beginning at 
0:58 on At Budokan), strum the first six 
chords illustrated in FIGURE 12 for one 
bar each, using the same wide-open strum 
pattern that we employed for the intro 
(see FIGURE 10). Notice that the voicing 
for the G chord here includes the open B 
string, as opposed to the one with the 
fretted D note that we used for the verse 
(see FIGURE 11). When ус to the F 
chord, use the relatively subdued palm- 
“boom-chop-boom-chop” feel 
that we used for the verse. Be sure to 
momentarily loosen your grip on the F 


strum, exe 


moment of silence 


usual 


note is easier to grab and 


muted 


chord after each strum to create a staccato 
feel. Notice that the final chord, Em, is 
followed by a bass-line “walk-up” on the 
bottom string, This blu 
fill adds melodic int 


ss-style single 


note est to the 
accompaniment and makes for a smooth, 
effective transition to the first chord of 
the chorus, G. 

FIGURE 13 shows all the chord voicings 
you'll need to play the song's chorus (1:09). 
Strum these six chords with the same 

boom. chop. boom. chop feel of the verse, 
repeating the entire progression to com 
plete the chorus. I've taken the liberty of 
adding the low F# note to the D chord to 
make it sound fatter. Including this note on 
the bottom of the chord also makes the 
ter. The C7 chord is 


move to B7 sound swe 
a harmonic embellishment on the C chord 
that precedes it. To my ears, adding this 
chord helps capture the rockabilly vibe of 
Rick Nielsen's lead fills 

The first chorus is followed by the sec 
ond verse, pre-chorus and chorus, which 
are more or less the same as the previous. 
respective On Cheap 
arrangement of the song, the second cho: 
rus is then played two more times, with a 
lead guitar solo substituting for the vocal 
during the first half of each 16-bar section. 


sections. Trick's 


ELVIS PRESLEY 


America The Beautiful 


зо зимми свите 


What | like to do for these eight-bar “solo” 
breaks is simply strum the chord progres 
sion illustrated in FIGURE 13 again, but 
in a wide-open, jamming fashion, repris. 
ing the quieter, palm-muted boom-chop 
feel when the vocals come back in 

For the a capella “breakdown” section 
that follows (at 3:04 on At Budokan), | offer 
you two choices: You can emulate the drums 
by either stomping your feet and clapping 
your hands (or beating on your guitar) 
while singing “I want you to want me” four 
times; or, if this doesn't appeal to you, just 
skip this section altogether and proceed 
straight 10 the songs outro, which is the 
same as the intro (see FIGURE 10). 


COPYRIGHTS 


"CASEY JONES" (Robert Hunter & Jerry Garcia) 
‘Copyright © 1970 by ICE NINE PUBLISHING COMPANY, 
INC. Al Rights Reserved International Copyright Secured. 
Used by Permission. 


“1 WANT YOU TO WANT ME” (Rick Nielson) Copyright 
© 1977, 1978, SCREEN GEMS-EM MUSIC INC and ADULT 
MUSIC. AI Rights Controled and Administered by 
SCREEN GEMS-EMI MUSIC NC Intemational Copyright 
Secured. Al Rights Reserved. Reprinted by Permission of 
HAL LEONARD CORPORATION 


Вар . ~ 


DAVE MATTHEWS BAND) 


By GLEN BALLARD and DAVE MATTHEWS. 


е. с ы м ғ , 98 M [ме ме ме me 
Ë Е = m а е Everyday every day Oh every day 
T Fel mous um PORE сос 
— — Pick me up юе from the bottom 
m— tT) 7 III) HDu anden с 
hhh п пу onto thetoplove етуу 
cr C ст C CF c Bb C en e cr с 
ay no mind to taunts or advances 
т с e с er с » с 
Pick me up love from the bottom Im gonna take my chances on every бау 
er c Bb c cr € er € 
up to the top love every day Left to right up and up and inside out right. 
cr c с с cr c в с 
Рау по mind to taunts or advances. Good love fight for every day 
ce с в с e с ст c 
| take my chances on every day Jump in the mud mud get your hands filthy love 
er € cr с ст с LJ c 
Left to right up and down love бей up bw every day 
er c Bb c 
‘push up love love every day (chorus) 
E c ст c 
Jump in the mud oh get your hands dirty with. Bb Db/Ab Ab C Bb % Ab с 
e c LJ c What you've got ‘Lay it down on me (2x) 
шек ш oh every бау 
(cron) 
dons: 
м ғ м . 4 er c cR C мс вс 
Alyouneedis  Alyouwantis  Alyouneedis love ш. i Ë “a 
= Е я ст с erc ec в с 
Alyouneedis What you want h Alyouneedis love ooh Pickmeuplove  Utmeupwe — Pokmeuploe Every day 0% 


As heard on the Dave Matthews Band RCA recording EVERYDAY 
© 2001 Universal-MCA Music Publishing, a division of Universal Studios, Inc., Aerostation Corporation and Colden Grey Ltd. 
All Rights for Aerostation Corporation Controlled and Administered by Universal-MCA Music Publishing, a division of Universal Studios, Inc. 
АЙ Rights Reserved. Used by Permission. 
WARNER BROS, PUBLICATIONS U.S. INC, Miami, FL 33014 


NIRVANA 


By DAVID BOWIE 
A 


Dm Е ç 5 
| A от 
‘laughed and shook his hand ап табе ту way back home. 
f ff ff A ۴ 


2” 1 searched for form and land For years and years | roamed 1 gazed a gazely stare 
om 


strom pattern: 713 б ТІРЕ! - | с А 
AS tl 4544 5-57 үлде at al the millons here 1 must have died alone a iong long time ago 


c F 0 ғ 
Who knows Not ne, 1 never ost control 
A от Capi MIS < А om 
жани. кийминин, You're face to face with the man who sold the world 
Cui s F 
‘though | wasn't there he said Iwas his fiend which came as a surprise Who knows notme We never iost control 
c A от св Db A т 
| spoke into his eyes | thought you died alone а long long time ago You're face to face with the man who sold the world 
Е £ m А F Om A Dm 0) 
Ohno _Notme ue never iost contro! F 


с Е Db A Dm F Dm 
You're face to face with the man who sold the world 


As heard on Nirvana's Geffen recording UNPLUGGED IN NEW YORK 
© 1971 (Renewed 1999) EMI MUSIC PUBLISHING, LTD., TINTORETTO MUSIC and MOTH MUSIC 
Ali Rights for ЕМІ MUSIC PUBLISHING LTD. Controlled and Administered by SCREEN GEMS-EMI MUSIC INC.; 
Аһ Rights for TINTORETTO MUSIC Administered by RZO MUSIC; All Rights for MOTH MUSIC Administered by CHRYSALIS SONGS. 
АП Rights Reserved. International Copyright Secured. Used by Permission. 
‘Reprinted by Permission of Hal Leonard Corporation. 


mua won bun 51 


SIMON & GARFUNKEL 


Am Em в 


u. n. J AE 


nv n ау 


ЗЕ 


0 байи Am в or 

әт just a poor boy though my storys seldom told I have squandered my resistance for a роске of mumbles 
с Gadds Am в FIC 

Such are promises А! les and jest Stila man hears what he wants to hear and disregards the rest 
в e с 

Hmm hmm Hmm Hmm hmm 


бй Am 6 
wen et ye my amiy uas ro ne an а By rey srere e Pain 
байм Am 6 
— . 
6 FIC c 
Lookin’ for the places only they would know 


chorus. 
Ат Em Ат в c 
lese — Uellele ele lelle bee езе ben le 


с Gadds am в g c 
Asking oniy ойлап wags сопе bar а job лтан о обез usta comeon ron he whores on Seventh Avenue 
баб Am с в ec 


1@ declare here were nes when wes so lonesome 1 ook some comot ere. ab Lalalala 
(instrumental verse) 
(chorus) 


с Gadds am б в7 с 
Tienrm laying ол my winter cates and wishing | was gone goin’ home — where he New York Ciy winters жеті ending me 
Em в с 

eene " cow home 


c бай Ат в 67 
In the dearing stands а boxer and a fighter by his trade and he cares the reminders of every glove that lad him down or 
c Gadda am 6 FIC 
Cutie ‘il he cried out in his anger and his shame 1 am leaving 1am leaving 
с 9 Fc с 
But the fighter stit remains Hmm hmm 


Am tm Am в 
Lelie — ellele еге lelale — leliele езе hh 
Am tm Am в 
е bebe le lelale езе — leilele еге аваа Ox 
C Gadde am G с Gaddsam G FC C G FC C 


be 


As heard on Simon & Garfunkel's Columbia recording BRIDGE OVER TROUBLED WATER 


Copyright © 1968 Paul Simon (BM) 
International Copyright Secured. All Rights Reserved. 
Reprinted by permission of Music Sales Corporation (ASCAP). 


БТ 


FIVE FOR FIGHTING 


SUPERMAN (IT'S NOT EASY) 


By JOHN ONDRASIK 


C. Gut А” Най G GB м 07 


акыны 


РЕГ 
У = upstroke 


улу 


ктар 
тар 


Ат? 

fm по that naive 

Am7 

fm just out to find the better part of me 

c бшм 

(m more than a bird Гт more than a plane im more than some 

Ат? ғтар c G ғар с 
pretty face beside a train and s not e юе те 


Ат? тар 
fall upon my knees 
Ат? ттар 
‘bout a home fi never зе 


с Gsus4 
wish that i could cy 
c сам 
Find a way to fe 


c ом 
it may sound absurd. but don't be naive 


Imay be disturbed but won't you concede 
Ап? Етар e 
Even heroes have the right to dream and its not easy 


6 ғар C бз 
ше пе 


Am? бз с от Am7 ” 
‘Up up and away away отте wet its al right 

с 07 man в 
or anything 


You Can all ‘sleep sound tonight m not crazy 


c бшм Ат? ттар 
‘cant stand to IY rm not that naive 

c сым Ат? ктар 
Men weren't meant to ride with clouds between their knees 


с оша Ат? ттар 
Tmonyaman ina sly red sheet digging for kryptonite on this one way street 
с оша Ат? ктар. 
Ina funny red sheet looking for special things inside of me 
с бшм Am) ғтар 
Inside of me 
с Gsusa. Ат? ктар 
Yeah inside of me те оте 
c sus Ат? ктар 
fm only a man ina funny red sheet im only aman looking for a cream 
с СЯ am Рта 
momo man ina funny red sheet and its not easy ‘oh 


onya man 


Inside of me 


C ошы Am) тар С 
Wsmotemytobe me 


As heard on Five For Fighting 's Aware/Columbia recording AMERICA TOWN 
© 2000 EMI BLACKWOOD MUSIC INC. and FIVE FOR FIGHTING MUSIC. Ай Rights Controlled and Administered by ЕМІ BLACKWOOD MUSIC INC. 
Ali Rights Reserved. International Copyright Secured. Used by Permission. 

Reprinted by permission of Hal Leonard Corporation. 


GUNS N' ROSES 


USED TO LOVE HER. 


By W. AXL ROSE, SLASH, IZZY STRADLIN', DUFF MCKAGAN AND STEVEN ADLER 


D A б A Qn 


fist verse: 

° А в A 

| used to ove her but had to и her. 

0 А в А 

used io love her oo yeah but | had to Кі her 

в д 6 А в А o 
{had to put her s feet under апд can stil hear her complain 
° А в А 

used to love her oon yeah but! had to КИ her 

° А в А 

{used to love her ooh yeah but | had to Кі her 

в А ° A 

1кпен Га miss her 0 had to keep her 

в А D 

She's buried right in my back yard Whoa yeah 

бз guitar solo) 


° А в А 
buti had to Kil her 

D А в А 

| used to love her oon yeah but had to kil her 
s A в А 
she drove me nuts 
в А 0 
‘And now we're happier this way 


second guitar solo) 


(frst verse) 


As heard on Guns № Roses’ Geffen recording G № R LIES 
© 1988 Guns М' Roses Music (ASCAP) 
international Copyright Secured. All Rights Reserved. Used By Permission. 
Reprinted by permission of Cherry Lane Music Company. 


aum won сис 53 


.I mmm 


усуп nvn vh пу 


D сава в 
See. Or the names wil change 
Cadd? 6 F 
ey day — 
D Cadd? 6 
Another place where the feces are so cold 
Cadd2 G ғо 
обе all night just to get back home 
Odio ғ о 
ma cowboy _ Ona steel horse ride 
Cadd? G FD Cadd 6 FD 
Im wanted dead or alve Wanted dead or ohe 
о cad? в 
Sometimes | sleep — Sometimes ts not for days 
Cadd? в F D 
The people meet always go ther separate ways 
D с G 
Sometimes you tel the day by the bottle tat you drink 
сайа? n коор 
and times when you're alone жей al you do is think 
Cae ғ р 
(тасомоу Ona steel horse ride 
cadd2 G F D Cad? G FD 
Im wanted (Wanted dead or alve Wanted (wanted) dead or alve 
guiar soo 
Co ғ р 
lmaconboy one steel horse iride 
Cadd? G ғ. 


ee e eee bark 
сай 6 
te keeps — rot make k beck 


се 6 
— йт © 
Cadd? 6 ғ. 
Ive seen a milion faces and fve rocked them all 
ce в F D 
me cowboy Ona steel horse iride 
сый G FD 
Im wanted (wanted) dead or alive 
Cadd2 G F 0 
‘cause rm a cowboy 180 the night on my side 
Cadd? G ғ. 
And fm wanted (wanted) dead or alive 
сай 6 FD 
And! ride (andi ride) dead or alive 
Cadd? 6 FD 
| Stil drive f si deve) dead or alive 
в FD в ғр 


Dead or alive Dead or alive Dead or alite Dead or alive 


As heard оп Bon Jovis PolyGram recording SLIPPERY WHEN WET 
© 1986, 1987 BON JOVI PUBLISHING/POLYGRAM INTERNATIONAL PUBLISHING, INC. 
All Rights Reserved. Used by Permission. 
WARNER BROS. PUBLICATIONS U.S. INC, Miami, FL 33014 


54 conna wona отс 


EVERYDAY 


By GLEN BALLARD and DAVE MATTHEWS Transcribed by Jimmy Brown 
СЕ C Bbsus2 ОР! o Bbsu? Ат тај? в Db/Ab Absus2 05 
Ber < т жт an „ Ë 
H ik i E НЕ B 
ЕН ШШ "a s DE T rar из м D ЕН 

А) Intro (000) — 0% 
Moderately J = 94 w/Swing-16ths Feel 2772 = 
Pick meup Юе hey oh Comeon come on come on every day 
(Pick тешр love every day 
NC. оғ с 
"0v. 1 (123609 асо) Pluck strings wipick and fingers 
1 Rhy. Fill 1. 


чыны "i 


СЕ с сє c Bbsus2 c 


В) Verses (0:16, 131) 
1. Pick me up love. from the bottom up tothe top love 
2. Pick me up love from (е bottom up onto the top love 
СЕ 0 СЕ с СЕ с 
Riy. Fle. 1 
ЕС 4 
= === — € 1 
= = = 5 
LB LI NE — | сы L 
every day no mind to taunts or advances 
every day Pay то mind 0 taunts or advances Im 
Bbsus2 с СЕ c СЕ с 
% ІІІ 
ЕЕ ڪڪ‎ ЕЕ ЕЕ 
LO т ar et oy | 
ama ыт Ede 


As heard on the Dave Matthews Band RCA recording EVERYDAY 
© 2001 Universal-MCA Music Publishing, a division of Universal Studios, пс, Aerostation Corporation and Colden Grey Ltd. 
All Rights for Aerostation Corporation Controlled and Administered by Universal-MCA Music Publishing, а division of Universal Studios, Inc. 
All Rights Reserved. Used by Permission. 
WARNER BROS. PUBLICATIONS U.S. INC, Miami, FL 33014 


[ETE 


EVERYDAY/Dave Matthews nl. 


| (0:36, 151) 
1 ше пу chances оп every day Lott to right 
gonna take my chances оп every day let НЕЧ ар ам 
cr c Bbsus2 c oF 
Gir. 1 plays Rhy. Fig. 1 
[rr 


sirum strings wipick 


c 
Grr, 1 plays first three meas. of Rhy. Fig, 1 


10 C. pla Fill second time 


== ees eee 


| 3 z м yu need ов м yu want is 
Sb suse c GA Fmaj? 6 


i 22 Ge. 3 (von ar. frg) 


Se ert E heg 
Lust 12 — EL ШИЕ 


E 


ГДЕ] 


М уш med is іше Al уш med is 
Am GIA Fmaj? G Am GIA 
бт. 2 plays Riy. Fig. 2 vo and a half ines 
ore 
25^. A 
Beene See SeS YY ss 
1 == s 
LH LLLI LCD ш ELI Erti LCD Er: 
өл 
H ib ج‎ == 
= р F = 
+ 5—5 
LJ ELSES لا لاكلا باللا‎ LIL Erti 
(3rd time) To Coda $} 
йр ahead meg 43) I 
What you want is All you need is love. ooh 
6 
fua 
Шы = = = ШЫ == = 
Gis tani? 
12 
=: Нуу H š 
+ H + — 
E E ТШ ШЕ ш 
th ть d» ^ 
Е "T 
Every day Every day on every бу 
СЕ с or с CIF c Bbsus2 с 
Gr. tand 2 play Rhy. Fig. | 
=з кз 


7. D| Bridge (2:35) 
love. ooh What ме! 
Lay it us PET 
What ыл 
в Bbsus2 Db/Ab Ab suse C5 656 
"ord nyc) 
9.3 Rhy, Fig. 2 end Rhy, Fig. 
% $ (play 3 uim. 
= — = 
yH | | 
— m" me 
— А : 
= m= === === 


"Tir rs arr. for one 


ul TS i rH TEST 


[EA 


EVERYDAY Dies Matthei nasuta арадай Н наала 


Ds Sal Coda 9) 
HE 8 ы = (go back to O) 
Bbsus2 Db/Ab Absus2 © 
40 Gra 
Ds HE TER 
= 
5 —= = £ 
— — | 
cle: 
: i = - 
ЕЕЕ ЕЕ کک‎ ЕЕ ЕЕ ЕЕЕ: ЕЕЕ 
— — — نا‎ I R El 
$ Coda (215) 
"e — Every day Every 
Gir. 3 plays File 
š оғ с oF c 
Gre tania A 
з T luck strings wipick and fingers 
= 
Ë i EEG = = === 
ГЕНІНЕ ЕН 
Е|Ошго (230) 
Oh Mm кін 
day every day b Б we me up юн 
(Pick me up love) 
er с Bbsus2 с oF с 
a Gir I plays Ry, Pip I in e 
= ڪڪ ي‎ — — юю = s $c 
. rx: s = 
=. Li tutu iti LL 
. м м me up dove oh oh " 
(oh ету day) 
ш me up love) (Pick mw kw 
оғ с оғ с 
50 
y — 2 — $— — — 
& e s 8 
| — = — — = Е 
о шю беу day um 
(Come on соте оп come on every day P pow 
Bbsus2 с ЕЕ ë 
52 ООСО : M 
t PG 5 p т = 
> = == 
` к= 
== Ісі == 


(w/lead and background vocals ad lib) 
un те op love Pick me up love every dy 
& 


THE BÜXER 


By PAUL SIMON Transcribed by Andy Aledort 


То play along with the recording, tune all gtrs. down almost one half step (low to high: Eb Ab Db Gb Bb Eb). 
All notes and chords sound almost one half step lower than written (key of B. slightly sharp). 


Am Em G с GB 67 FIC Gadd4 
d JE MC if i т 
HB шш пш Шш M M M M. 


intro (0:00) 
Moderate J = 92 
NC. c 
бе. 1 (nfon tig acous) * Gr. 2 (вен acous) 
fingerstyle fingerstyle 
f let ring let ring throughout (repeat prev. meas.) 


КЕЕ Zeb x1 


т * Gir 1 loosely doubles Gir. 2 for 
the remainder of he song. 


[B] ‘ist, 2nd, 3rd and Sth Verses (035,036 1:18. 259) 


8 am just a poor boy though 
Q) m home andmy family ' 
Jony workman's wages 1 come 
[5 stands a boxer and 


с 
Ger. 3 plays Rhy: Fig. 1A on Sth verse 


5 ш; 

n + = 
ج‎ 325—9 ° 
< m2 t 


play repeats simile 


squandered ту resistance 
company ot 


—Ф 


As heard on Simon & Garfunkel's Columbia recording BRIDGE OVER TROUBLED WATER 
ight © 1968 Paul Simon (BMD 
Intemational Copyright Secured. All Rights Reserved. 
Reprinted by permission of Music Sales Corporation (ASCAP). 


во emu wono couse 


hears what he — wants to hear апа disregards the rest Hmm 
‘the poorer quar- 
when was so lonesome 1 took some comfort there. la а la 
leaving ' ат 
6 FC 
17 end Rhy. Fig. | . 
Е 22 E. 
I E i 
t CEG C LI CES — 
— 
‘islet hr 
la la la la Hmm Hmm 
21 6 67 с 
$ = + 
zz === === EIL 


1 
(2nd rime) to Coda M. 
(skip ahead to meas. 47) 

hmm 


% end Rhy. Fig. 2 


ко back o V. 5. 


2. When left where 
(5) leaving But 
FIC 


Gir, 3 plays Rhy. Fig. 1B on Sth verse 


те ragged 
‘the fighter 


— э 


people ЕА only 
still 
29 
+ = = 
= t 3 + 9 
a 


Rhy. Fig. 1B ($30) 
Gr. 3 (12 sting acous) 
wipick FIC 


[T Hn 


dia ЕТ 
% ғс с 
t n t * == =F 3 ] 
= — z z 
— چ‎ Е — == 
P 
[E] chorus hne Le la ie de ie la le ie la le 
БЕСІН = 
ЕЕЕТЕЕ: а و‎ pots 
t ß 
Rhy. Fig. 2 
Заветов) 
inpet) 
2222222 ЕН ғаға 
х HIE 
LET EEE ELI ers 
(3rd time) to Coda ш € 
(sip ahead so mear.) 
lie la № lle lie la lie la la la la 
39 Am в 
Hen کے‎ ЗЕ. — Е LIE 
бави end Rhy. Fie. 2 
Et 9 
i >< 
— — ЕЕЕ 


—. 


(2nd ime) to Coda IL us c. Ó 
е (skip ahead to meas. 67) (ко back o) 
а С з. Asking 
ж? 
+ + 
— — 2 A Z > 
=== — >< = 
— 
di =: 
ES >< = Zz же 
= 9- 9 + 
= Lr ==: = > 


cota 1 145) 


[D] instrumental Verse (улгй melody) 


0 Gadó4/B. Am 
= - کد‎ == 
RBS t ==: E — ===, ЕЕ tj 
=== Ë 1 
Б pe i be — 


ps. 11 $$ al Coda пф? 


(go back to O) 
Ше la le 
Gadd4/8 


Q? coda и eas) 


and 


suma won bunt 63 


% Gadd4 = 6 = 
or 2 
t %- + 9- + 12 + -9- i t 9- = %- ? 9 
EEEEEEEEEEEEEEEEEEEEEEE:EEEE=EES 
New York City T aren't mer me 
= = $ = === $ = - + == + = ж 
کے‎ — s === 
Em мне m Ат 
78 G2 
=== ج‎ =: ЕЕ ЕЕ 
SOE SS SSE 
m 
i i 
Goin’ home 
8 è G 67 
=== Е = ° 5 o — E = ° z == ° 
Ra t И zzzzzz- 
Gir. 4 (stee-string acous ) 
m " em 
= | zi 
| өлме яни зна | 
Ds. 1 SŠ al coda r$? 
(ко back io lB) 
“с 5. In the clearing 
=== ж == 
+ ==: T = = — 
. | F | 
o + ووج‎ x —— 
7 Š —— T T 
© Coda ii oe 
pn " 
1 = + r — — 
Е =, ЕЕ ° = = کے‎ 
=== t ERR Et 
lie la le lie lie la lie la la la la 
93 Am м в (play 7 times) 
= = = + = + = = + = š: r Е + =: E ° 9 š ° = 
= s == ti л 5 


EL 


(4:40) 
lie 
7.6 Gado4/B. Am 
+ + + —— 1 + + 
E EE E= FEE tE ғы 
CELL ELI LL LLL ЕЕ LLL 
S S ju 
Er HE ===: 33 
Е £ = = 
ELT ET i —— — 
101 G 
— — == = == SS 
ен = t к EF t 
>, 
ttt te 
105 C GB Ат 
+ > t $ t 2 
е = = = == = === 
LLLI АЕ Е — 
беге tA AA He 
Е / = t ==: 
Ф 
L — dde ا‎ 
19 6 FIC c * 
ЕЕ و‎ — Т, = 
= 5 t = ЕЕ 
PERA 
Е = 
— — — — — 
113 G FIC ч с т 
= — = == =E 5 
з > is 5 
rt t | won san кең шен — — | 
2323; ZZ тағады; 
EE ا‎ 


SUPERMAN (r's Not Easy) — 


By JOHN ONDRASIK ‘Transcribed by Jeff Perrin 
cs Gsus4 Am7 F6 F с Ат 
Е a H E 
ЕЕЕ : š 
Fsus2 Gsus4/B G СЕ Fmaj7 GB Dm9 D7 D 
goE gm p 8 
m 1 шы M HE т н E 
" 
al Moderate Rock 4 = 106 (whalf-time fel) 
“ont C5 65 Gsus4 Ат? Fé F 
E te 3 
= 3 = PE E 
k: a FEEBS 
у لا‎ E ГСУ ل‎ E 
ре om 
65 Gsus4 Am? F6 
ЕЛ €— 
2 
ре т + + + وهو‎ 
=< е =н 
1- 
‘= Tee — — EEE=EEEJ 
a = 
rip =з ЕЗ titi = 
B = : 
ti V “ЕГЕ ЕГЕТ? 
[B] 1st verse 018) 
| cant stand to fly Fm not that naive. 
c5 G5 Gsus4 Ат? F6 F 
E 
9% Rhy. Fig. 1 
== ====== 
— n = = f 
ГЕИ E = 
me better part of me Fm morethana bird 
Gsus4 Ат Fsus2 end Rhy. Fig. 1 
= 
$9 zzz : . Е z ° + 5 ] 
= -> ЕЕЕ 
РЕГ == 25 ЕЕ 


pane ыр in morethansome рыу face beside a train апа it's not easy 

— À 

=== ====22== == 

Fe 5 : L г 
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As heard on Five For Fighting's Aware/Columbia recording AMERICA TOWN 


© 2000 EMI BLACKWOOD MUSIC INC. 
All Rights Reserved. International 


and FIVE FOR FIGHTING MUSIC 
by ЕМІ BLACKWOOD MUSIC INC. 
‘Secured. Used by Permission. 


Reprinted by permission of Hal Leonard Corporation. 
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[D] 2nd Verse (05) 


wishthat | could “у fall upon ту knees 
c 6 Am Fmaj? 
Gtr. 1 plays Rhy. Fig. 1 simile (see meas. 9) 
Find a way to le 'bout a home rn never see It may sound absurd 
c 6 Ат Fsus2 
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Rhy. Fig. ФА (215,232) 
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Girs. 1 and 2 play Rhy. Fig. 4А three times simile (see опот of prev. page) 
Gir. 3 plays Rhy. Fig. 4 twice simile (see meas. 59) 
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WANTED DEAD OR ALIVE 


By JON BON JOVI AND RICHIE SAMBORA Transcribed by Jeff Perrin. 
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As heard оп Bon Jovis PolyGram recording SLIPPERY WHEN WET 
© 1986, 1987 BON JOVI PUBLISHING/POLYGRAM INTERNATIONAL PUBLISHING, INC. 
All Rights Reserved. Used by Permission. 
WARNER BROS. PUBLICATIONS U.S. INC., Miami, FL 33014 
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end Rhy. Fig, / 05 
Gir. 2 plays Rhy. Fig. 1 (see meas. 42) 
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[С] 3rd Verse (524 
dead or alive 3. And 1 walk these streets А loaded 


Gir. 2 plays Rhy. Fig. 1 ice simile (see meus. 42) 
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THE MAN WHO SOLD THE WORLD 


By DAVID BOWIE Transcribed by Jeff Perrin 


All gtrs. tune down one half step (low to high: E» Ab Db Gb Bb Eb). 
All notes and chords sound one half step lower than written (key of E). 
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Spoke of was апа when Although 1 теге 
' searched for form апа land 
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he sad 1 was his friend 
For years and years. 1 roamed 
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EERE HE HAE EBE EE 
As heard on Nirvana's Geffen recording UNPLUGGED IN NEW YORK 
© 1971 (Renewed 1999) EMI MUSIC PUBLISHING, LTD., TINTORETTO MUSIC and MOTH MUSIC 
All Rights for EMI MUSIC PUBLISHING LTD. Controlled and Administered by SCREEN GEMS-EMI MUSIC INC.; 
Al Rights for TINTORETTO MUSIC Administered Бу RZO MUSIC; АЙ Rights for MOTH MUSIC Administered by CHRYSALIS SONGS. 


All Rights Reserved, International Copyright Secured. Used by Permission. 
Reprinted by Permission of Hal Leonard Corporation. 
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1 spoke. eyes thought you died alone 
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USED TO LOVE HER 


By W. AXL ROSE, SLASH, IZZY STRADLIN', DUFF MCKAGAN and STEVEN ADLER. ‘Transcribed by Andy Aledort 


All gtrs. tune down one half step (low to high: Eb Ab Db Gb Bb Eb). 
Ай notes and chords sound one half step lower than written (key of Db). 
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Verses (018.047, 144,241) 
1,41 used to love her but | had to her 
2. used to love her ooh yeah but | had ю м her 
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‘As heard оп Guns № Roses' Geffen recording G № R LIES 
© 1988 Guns № Roses Music (ASCAP) 
Copyright Secured. All Rights Reserved. Used By Permission. 
Reprinted by permission of Cherry Lane Music Company 
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(skip ahead to meas. 58) (skip ahead to meas. 41) em w 
andi can =й hear her complain paati 
‘She's buried right n пу bk уш Whoa 
And now we're happier this way 
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©. 2 plays Rhy. Fig. 2A simile (see meas. 9) 
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MERLE HAGGARD 
Т 

awa And acoustic players? 

WAGGARD Hank Snow [Canadian-born country 
superstar of the Forties, Fifties and Sixties who 
died earlier this year—Ed.| has to have been 
one of the greatest acoustic players of all 
time. In fact, 1 patterned a lot of my guitar 
playing after his. | have really enjoyed his 
music—as much for his guitar playing as for 
his voice. 

wa In the past, you've primarily been 
known as an electric player, Has this 
changed now with this album? 

нлобаяр I've always played Tele on the 
bandstand and a Martin at home. But I've 
revamped the band since Norm Stephens 
joined it. Гуе got a more traditional country 
band than I've had in years. For a long time 
it was more of a rockabilly group—I always 
had an overpowering rock and roll guitar 
player with me. We're coming back to a 
more acoustic and less wham-bam-thank- 
you-ma'am sound, so that people will lean 
forward and listen. 

owa Along with the Lefty Frizzell material, 
Roots also includes songs by Hank Williams 
and Hank Thompson, as well as some new 
songs you wrote yourself. 

HAGGARD Again, the older stuff is to let the 
folks and the fans know the kind of music i 
was playing before 1 came on the scene. 
With the new songs I'm making a point: 
“Looky here, not only did I do Lefty Frizzell, 
Hank Williams and Hank Thompson songs 
back then, but I wrote a couple myself." So, 
1 wrote these songs now with the idea of 
giving the fans a taste of “what if ld been 
there back then and knew what | know 
now.” 

ома You often hear these days that country 
music is in a bit of the doldrums. Why is 
this so? 

accano | think its all motivated by money 
and has nothing to do with music. Its con- 
trolled by advertisers and people like Rupert 
Murdoch who own 800 stations. They have 
no clue as to what is good or bad or innov- 
ative music. It makes no difference whether 
you or I like what the radio is playing. We've 
got no say—we're just the consumers, 

awa The new album is so very spare, with 
almost no drums at all. 

HAGGARD Music has become some sort of 
overpowering force. 1 don't know if I'm by 
myself in this, but I'm sick of hearing that 
damn drummer. Its in everything you turn 
on, from the radio to ABC News. GHA 


SAN... ....................... 
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majority of it, but yes, we knew that was 
going to stay acoustic. As for why, it just 
sounds like it's supposed to be acoustic, you 
know? Just the rhythm of it and so on. It's 
like, sometimes 1 write something on the 
acoustic that i know I'll have to turn around 


and make into a hard rock song in order for 
it to sound right. There's only so far I can go 
with it on acoustic. But other times, ! sit 
down with an acoustic and the songs just 
have to stay that way. 

отл A lot of the playing on Lies is truly 
acoustic. Who have been some of your 
favorite acoustic artists? 

Stasi There are a lot of great acoustic play- 
ers that I really respect, like Chet Atkins—he 
was a fucking amazing acoustic player. Also 
Roy Clark and Django Reinhardt. And that 
whole folk thing—James Taylor, Cat 
Stevens, Bob Dylan—they're all great play- 
ers. 

owa Did you use the Epiphone on Lies? 
Stas 1 believe 1 was still using it at that 
point. I used that Epiphone a lot in the early 
days, even on some of the Appetite stuff, like 
“Think About You.” 

оша And that’s the same guitar you got as a 
15-year-old? 

SLASH Yes. 

‘awa So you're not the kind of guitarist who 
refuses to play anything that isn't on the 
level of, say, a 1940%-ега Martin 0-28 her- 
ringbone. 

‘SLASH Not at all, Just anything that feels right. 
and has a nice, warm resonance to it. 

ота Do you have a collection of acoustics ? 
‘stasu Yes. I've got a couple of Martins, some 
old Gibsons, my Epiphone, a couple of old 
Fenders, some nylon-strings. But 1 don't like 
to fuss with details and stuf all that much. 
Whenever 1 can find a guitar that basically 
sounds good and isn't going to fall apart if 1 
bang it around a lot, 111 go for it. And so, in 
the process, 1 built up a guitar collection. 
But everything I have, I can use, you know? 
They're по... 

ота ...locked away in а vault somewhere? 
stasw Right. 

оша In 1998, working with Guild, you 
designed the Crossroads Double Neck gui- 
tar, which is a combination six-string elec- 
tric and twelve-string acoustic. 

suas Yes. There are actually two different 
models: One is a six-string electric com- 
bined with a 12-string acoustic, and the 
other is a six-string electric combined with a 
six string acoustic. It just seemed like such 
an obvious thing to do. Because you see so 
many guitarists, when they play songs that 
have a live acoustic рап, have to put the 
acoustic on a guitar stand and lean over it 
while their electric hangs off their shoulder. 
It’s so awkward. 

ewa Apart from that guitar, you seem to 
have a thing for Guild acoustics. 

жалан: Yeah, on most of the later Guns mate. 
rial, like “The Garden” [Use Your Illusion 1] 1 
played Guilds. Because Guild would give me 
stuff. [laughs] 

ewa: Are you a fan of the big-bodied models 
in particular? 

stas: For me, it really depends on the neck 
and the wood. I mean, 1 like big-bodied gui- 


tars, but a lot of times they sound small, 
you know? My main Guild, the one I record 
with, is all maple and it sounds really nice. 
In general, I'm really particular about what 
1 feel comfortable with when it comes to 
‘oustics—things like the action and, most 
importantly, the way the instrument res- 
onates, and how warm and crisp it is. One 
of the great things about acoustic guitars, 
that you can never get out of electrics, is that 
natural, crisp sound. 

ewa: Does the acoustic guitar figure into 
your upcoming musical plans? 

‘Stasi: Well, right now I'm getting ready to 
во into pre-production for my next record, 
and yes, the acoustic guitar will be part of it 
‘That goes without saying. As far as the 
record that 1 want to do, the material that 
I've been writing, there's the hard-edged 
stuff thats typical of me, of course. But 
there's also going to be a lot of diversity. For 
instance, | want to do something very Asian, 
like old Chinese music, with a lot of penta- 
tonic stuff. I'll also experiment with African 
rhythms, passages based on Indian music, 
some blues stuff and some Spanish stuff. 
And, you know, whatever else catches my 
ear. 

ома And the new material is going to be a 
Snakepit album? 

‘Stasi No. I may just do a Slash record. I'm 
going to incorporate all the stuff that I've 
managed to stockpile, as far as musical 
tastes and so on and so forth, into this рго- 
ject. Things that might not have fit on, say, a 
Guns N' Roses album, but will work here 
because I have free reign to do whatever the 
fuck 1 want. Its going to be my record. ws 
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E [low to high: E B E G# B E|, which he used 
to play slide. Without fully knowing what 1 
was doing, 1 made an E chord shape—and 
that is the second chord of “Melissa.” Slide 
it down a fret and you've got the third 
chord, and strumming an open chord gives 
you the natural E, which is the first chord. 
‘That is how the song started getting put 
together. Then I tried to find the second and 
third chords on a guitar in standard tuning, 
which is how it was recorded and how it's 
been played all these years. 

‘awa That's a great example of how messing 
around with tunings can open new creative 
doors for the player. 

Айман They really do. Avenues appear that 
you had never considered. Natural G [low to 
high: D G D G B D| is my favorite, but there 
are many others that have the same effect 
Just tuning the bottom E down to a D will 
bring you to a different world, and make 
your guitar playing а lot fatter. 

1 started learning about all this stuff in 
1967, when my brother and 1 moved, with 
our band, Hourglass, out to LA. 1 met guys 

CONTINUED ON NEXT PAGE 


like Jackson Browne, who was my room- 
mate for a while, and Tim Buckley. All i had 
known was r&b and blues, and these guys 
turned me оп 10 a more folk-oriented 
approach; | learned to Travis pick. 
Ultimately, 1 developed my own style, com- 
bining folky-sounding songs with soulful- 
style vocals. 1 learned so much and met so 
many wonderful people out there, and it 
really broadened my musical horizons. It 
wasn't long before | wrote “Midnight Rider” 
and “Come And Go Blues” by Travis pick- 
ing in natural G, and 1 don't think I ever 
would have written songs in that vein had 1 
not gotten involved with the acoustic guitar. 
отл The Allman Brothers’ recordings of 
those songs don't feature any fingerpicking 
and were played in standard tuning. 
‘ALLMAN Right. But 1 recorded the original 
version of "Midnight Rider" on an acoustic 
tuned to open G on [the 1973 solo album] 
Laid Back. That was how 1 always heard the 
song. Scott Boyer, a great гізі, also 
played acoustic on that track. 
Gwa Were you already playing guitar when 
you arrived in California? 
Auman Oh, sure. But 1 didn't think of the 
acoustic guitar as something you could 
make art with. To me, it was something you 
lightly strummed behind certain songs or 
picked the blues on, which I often heard my 
brother do. That was my view of the 
acoustic guitar until guys like Jackson and 
Buckley showed me otherwise. grew up in 
Nashville, where 1 had country music 
shoved down my throat, and ! couldn't 
stand it, At the time, it was all this crying-in- 
your-beer stuff and the Grand Ole Opry 
filled with rednecks sitting in these horrible, 
uncomfortable pew seats. I'm sorry to speak 
ill of such a place, but its the truth, and 
because of all that the last thing I wanted to 
see was a “Tennessee flat-top box,” which is 
what they call the Martin-style guitar down 
there. 
wa So you went electric? 
AUMAN That's right. I tried to write songs on 
electric, But being on the road with our 
band at the time, the Allman Joys, I was 
often in hotel rooms without an amp, and 
the electric didn’t sing to me. I didn't realize 
the deficiency, but my brother did, and I'll 
never forget what he did to get me my first 
real acoustic guitar, He traded his favorite 
road axe—a 56 Telecaster body with a 53 
hogback Stratocaster neck, with some kind 
of crazy booster on the side—for a Gibson 
1-45. 1 couldn't believe he did that for me 
because һе loved that guitar, but he had 
seen legitimate signs of a successful song- 
writer in me, and he knew I needed a boost. 
And, sure enough, | commenced to writing 
everything, just pouring out songs, though 
most of them were стар. 

Until I hit on “Melissa.” The earlier songs. 


had nice licks unconnected with anything 
else, or lame lyrics, like “I wanna swoon 
with you/under the moon /in June." [laughs] 
Its not something you're born with, though 
people seem to think otherwise. I think the 
only musical talent you сап be blessed 
with—or cursed without—is the ability to 
сапу a tune. You gotta work for everything 
else. People think I was born with my voice, 
that 1 just opened my voice and it came out, 
but I went to great lengths to develop it. 1 
devoted my whole life to it because i really, 
really wanted to learn how to sing. 

бта Though “Melissa” was your first keeper 
you didn't actually record it for years. 
Auman 1 kept “Melissa” in a bag from (67, 
when I wrote it, until Eat a Peach іп 1971. It 
was one of my brother's favorite songs, but 
1 didn't think it fit in the band. After he 
died, we were trying to finish up the album 
and we came up with three songs 
“Melissa,” "Ain't Wasting Time No More.” 
which 1 wrote for Duane, and one that 
Dickey Betts wrote, "Les Brers in A Minor." 
ота And the album ends with the only song 
Duane ever wrote, "Little Martha," which is 
such a beautiful and gentle song. 

жаман He used to play stuff like that all the 
time. That was just this little lick that he 
had, and over a period of about four years i 
watched him develop into a beautiful song. 
There would have more like it, Im sure. 
отл | once heard Leo Kottke play it and he 
introduced it by saying something like, 1 
cried when I heard this, because Duane 
‘Allman had written the song I always heard 
іп my head but hadn't yet figured out how 
to play.” 

Auman Wow, no kidding! Thats pretty 
heavy. My brother loved playing that kind 
of stuff, and of course 1 also often heard 
him sitting around picking and sliding 
some Robert Johnson or Lightnin’ Hopkins 
songs. Lightnin’ was his favorite, by the way, 
and you can hear some of those acoustic 
licks in his electric playing as well. But he 
was always up to something: my brother 
never got bored. He either had his head ina 
book, his arm around a woman, or his arm 
around that guitar—and it sang to him, 
отл What kind of acoustic did Duane play? 
лиман For years he didn't have a nice flat- 
top, because he mostly played Dobros and 
National steels, so he would always rent an 
acoustic to play in the studio. But eventual- 
ly he ended up with one of those dark old 
Martin-D18's. He loved playing the steel 
guitars, and Dickey Betts ended up with his 
favorite National that's it on the cover of 
his solo album [1974's Highway Call). 1 
wound up with two of his Nationals. 1 knew 
1 wasn’t going to play them properly, and 1 
wasn't going to sell them, either, so 1 gave 
one to Clapton and one to Ronnie Wood. 1 
still ended up with two Nationals—l 
bought one and [blues rocker] Elvin Bishop 
gave me one—which 1 like to play around 


with. 

ома What acoustic guitars do you like 10 
play the most? 

ALLMAN | have а guitar and a recorder in 
every room of my house, and in my front 
room | have a Tascam that's always ready to 
go. The guitars all have light bottoms and. 
heavy tops on them, and some of them are 
tuned to G, which I like to Travis pick in. 
My Gibson J-200 stays in that tuning as 
well, because it sounds so good and fat. 1 
love that guitar, and I have a Taylor and a 
small Washburn reissue of an 1892 model 
thats really nice I've also got a Baby Taylor 
right behind the coach, where 1 can just 
reach over and grab it any time. 

I still really like to play the acoustic guitar, 
though electric guitars and me have parted 
ways. It's like having a dragon on a leash 
‘Those things scare me. You can't make up 
for talent and chops with volume, 1 will 
guarantee you that. | understand about tone 
and all that, and 1 know well that a really, 
really good guitar player adds a hell of a lot 
toa group. Its just that electric guitar players 
are so crazy, man. Just give me an acoustic, 
thank you very much. 


ALAN PAUL 


CONTINUED FROM PAGE 32 


Pickett, Aretha Franklin, Otis Rush and oth- 
ers—Ed. Getting a good acoustic sound in 
the studio can be tough, and Duane could 
do it much more easily and quickly than me 
at that point. 

Gwa As an acoustic guitarist, you seem to 
have a thing for bottleneck playin; 
errs I've always enjoyed it. Even with 
Duane, | often played the slide parts. I never 
cared as much for electric slide, and I com- 
pletely lost my taste for it after Duane died 
and | was forced to play his parts on 
“Statesboro Blues” and all those songs. That. 
soured me on it, but 1 still love acoustic 
slide. When the Brothers would do an 
acoustic set, we would usually flip roles and 
1 would play slide and Warren Haynes, or 
whoever the other guitarist at the time was, 
would play standard. 

I play in open tunings—sometimes 
straight E but generally open G [lou to high: 
D G D GB D], which is really the most tra- 
ditional country blues sound. Duane pre- 
ferred the E tuning, which is a little brighter. 
owa You can hear that traditional sound on 
"Pony Boy,” perhaps your greatest slide 
showcase. 
vers That has a real strong Robert Johnson 
influence. Like a lot of his stuff, you strum 
the 2/4 in with the notes, building a rhythm 
even while you pick the higher notes. The 
humor in the lyrics was inspired by Blind 
Willie McTell. Its based on a true story 
about my uncle, who, according to family 
lore, would take his horse out when he went 
drinking to avoid DWI charges. 


That musical style is based on what used 
to be called “Black Bottom" blues. The 
name refers to the fertile black soil of the 
Mississippi Delta; “bottom” is just a term 
country people have always used. 
Unfortunately people misunderstood 
"Black Bottom” as having racial or minstrel 
show overtones, so its fallen out of favor. 
But l've always enjoyed playing in that style, 
and back in the early days of the Brothers. 
we used to hang out with John Hammond, 
Jr, quite a bit, and he taught us a lot about 
traditional country blues playing. 
wa One great Delta blues tune you like to 
play is Robert Johnson's "Come On In My 
Kitchen." 
вет We didn't record that until |19915) 
Shades of Two Worlds, but Duane and i used to 
do it all the time; we made up our own 
arrangement. Robert Johnson's original ver 
sion doesn't move off the “I” chord much, so 
we put the chords for “Key to the Highway” 
to it and I made up a vocal melody. Duane 
recorded a similar version with Delaney and 
Bonnie [on 19715 Motel Shot] 
owa You did a similar rewrite of Blind 
Willie McTell on "Midnight Blues,” from 
1992's An Evening with the Allman Brothers 
Band. 
aeris 1 actually made up three verses to go 
along with one verse I took from him. One 
night we were doing an acoustic set, and | 
just decided to play his song—he called it 
“Blues at Midnight”—from memory, but I 
hadn't listened to it in a very long time. 1 
thought I was just adding some of my own 

iginal lyrics to McTell's version, but when 
1 went back and listened to it it turned out 1 
wasn't even close. 1 had made up my own 
lick instead. If I'd left his one verse out, it 
would have been a completely new song. 
‘wa Blind Willie McTell played sort of a rag- 
time-blues style that differed greatly from 
that of Robert Johnson and the other Delta 
blues guys. It seems to me that the thing 
that makes your playing unique is the way 
you fuse the two approaches. 
ветт He played 12-string, which made it 
different right off the bat, and he put a lot 
of humor into his music, which I also have 
always liked. I liked him from the minute 1 
first heard him, and when I found out he 
was from Macon, Georgia, where we lived 
at the time I really listened to him, I was 
even more attracted to exploring his music. 
ошл One of his greatest songs was 
“Statesboro Blues," which became an ABB 
staple. 
serrs Yeah, but to be honest, we heard Taj 
Mahal's version first, and that's where we 
got the idea to do it. In fact, we used to 
laugh at Duane because he was just learning 
to play slide when we started doing that 
song, and he pretty much just lifted Jesse Ed 
Davis's solo from Таў version. But I think 
its fair to say we took the ball and ran with 
and made that into our own song. 


оша Your acoustic version of “In Memory of 
Elizabeth Reed” features some really nice 
departures from the original band studio 
recording. How did that arrangement 
evolve? 
aris That was completely impromptu. We 
arrived at a record industry convention 
where we were supposed to play 30 min- 
tutes, and they asked us to double it because 
someone hadn't shown up. We only had 
four or five songs planned, so we just start- 
ed tossing ideas around and ended up 
doing completely off-the-cuff acoustic уег- 
sions of “Southbound,” “Elizabeth Reed” 
and a few other tunes. The differences you 
hear in the song are just natural things that 
happened as we played. It was very loose 
like when you have a friend over to your 
house and you pick up two guitars and just 
start jamming some stuff ош. 
wa You really explored both your acoustic 
and country sides on your solo album, 
Highway Call. 
шетте Right. | grew up playing “string 
music" —which is now called bluegrass— 
with my family. My father was a fiddle play- 
er, and 1 think I got a lot of my melodic 
knack from him. You know, one time Merle 
Haggard, who didn't know us from spit at 
the time, heard me play a blues solo and 
said, "That boy's daddy was a fiddle player.” 
Anyhow, | got back to some of that stuff 
on Highway Call. There's one tune, "Let 


Nature Sing," that is completely acoustic. 1 
had some friends called the Poindexters, a 
bluegrass band, and we used to go over to 
their feed store and have these Saturday 
night jams. They evolved into pretty big 
events, with 1,000 people showing up, and 
1 had them record with me on that song. 1 
really enjoyed making that album, and I am 
thinking very seriously about making an 
acoustic-based record this winter, featuring 
some old-time blues and some new ver 
sions of my instrumentals. 

вил I understand you particularly favor vin- 
tage small-bodied Kalamazoo acoustics, 
which were made by Gibson 

sers Right. I've got three of them: а 1929, a 
1937—which I usually play on stage—and 
one from the Fifties. Those three-quarter- 
size guitars really sound great for slide 
because they have a harder-edged, more 
percussive sound. Because of that, and the 
fact that they were cheap, working-man gui: 
tars, Robert Johnson and lots of the other 
old guys played them. At the time, Gibson 
didn’t even want to put their name on 
them, but they have really held up well. 

My favorite acoustic for standard picking 
is probably а 1950 blonde Gibson J-50, and 
I've got a couple of Alvarezes that are great 
working guitars. They're good for the studio 
because they're not temperamental like 
these antiques are. 


ALAN PAUL 


итше as 


НОТ TUNINGS va on renn 


What's in "Name"? 


lor me, everything begins with the tun- 

ing—the way it affects the sound of the 

guitar and sets up the foundation for 

what I can eventually turn into a song. 
Different tunings also evoke different 
moods, and can profoundly influence the 
vocal melody. 

When I'm experimenting with а newly. 
discovered alternate tuning, there's no раг- 
ticular tack that I take in terms of steering 
the tuning into a pop-type song. I just play 
and experiment; if it feels good and sounds 
good, 1 keep going. Musically speaking, I'm 
flying by the seat of my pants because I've 
never really studied music theory. Like 
many rock musicians, I rely solely on my 
ears and intuition. 

1 initially became interested in experi- 
menting with open tunings because, as the 
guitarist in a three-piece band, I needed to 
do whatever I could to make the 


bass pattern for the F#m7 and А5/Е chords. 
‘The verse partis played essentially the same 
way as the intro. Every time I play the song, 
1 change the picking pattern slightly—it 
depends on how "fancy" 1 feel that day. 

In bars 5-8 of this section, I play “chordal” 
riffs which create an inherent melody. I start 
off in bar 5 in the fifth position with my 
index finger on the fifth fret of the fifth 
string, which | pick along with the open low 
D string. 1 hammer on the next note at the. 
ninth fret with my ring finger, then barre the 
note at the seventh fret on the D string wi 
my index finger. The next note, at the ninth 
fret on the D string, is hammered on with 
the pinky. Then, the stacked ring-finger-and- 
pinky shape on the fifth and fourth strings 
at the ninth fret slides up to the 12th fret, 
moving into the next bar. In bars 7 and 8,1 
play a similar pattern, but vary the melody 


slightly at the 
end of the fig- 
ure. 

This melody is also incorporated into the 
chorus section, as illustrated in FIGURE 2. 
‘The chorus begins with the similar stacked 
shape on the bottom two strings, and, in 
bar 4, I reincorporate the melodic figure 
from the end of the verse 

When playing the acoustic guitar, I have a 
different approach to the use of open tun- 
ings than 1 do with the electric. The alter- 
nate tunings I use on electric are less drastic 
ЇЇ tune the B string up to C, the high E up 
to Ff, or the low E down to D. I use banjo 
tuners on my electrics because they enable 
me to instantly change the tuning of a 
string. Lately, l've also been tuning the low 
E string down to C. It sounds cool, but it 
wobbles all over the place 


guitar parts sound full. That's what 
sparked the idea to tune the top. 


two strings to the same pitch, as 1 | FIGURE 1 “Name” intro 
do in “Black Balloon,” "Slide" and | Tenete opan Dead Gow to high: D AE A E E) 
the song that is the focus of this | Јале 

months column, “Name.” I'm S Ж 

always trying to come up with е + = 
huge-sounding guitar parts that = ж 

utilize open strings and simple T 

one. and two-finger chord shapes, 

and altered tunings enable me to He 


do so while creating fresh sounds. 


Guitar parts that are easy to play 


also help me tremendously when rs 


the Goo Goo Dolls perform live, I 
because 1 need to put most of my 
energy into singing. 

FIGURE 1 illustrates the intro to 
Name, in which those "one-fin- 
ger” chords 1 mentioned are espe- 
cially important: They're all I use 


E 
1 


L. 


FIGURE 2 “Name” chorus 
‘Double-time Feel J = 148 
eim 


for the first four bars. The tuning 


for this song is, low to high, D À Ë 


AEE. While the low A and high E | 7) 
strings remain the same, the low Е 
goes down a whole step to D; the 
D string goes up a whole step to E; 
and the G string goes up a whole я 


step to A. Finally, the B string is 


replaced by another high E string 


(and tuned up to E). f 
In bars 1 and 2, | fret notes on 
the sixth string while picking and 


E ER 


sustaining the open higher 
strings—in bar 3, I shift over to the 
fifth string, and then return to the 


sixth string to play a descending 20801 


“NAME” Words and Music by John Rzeznik. 6 1995 Мі 
Controld and Administered by EM VIRGIN SONGS, INC. A 
CORPORATION. 


as suma wono саит 


Brick Layc 


‘ve often been asked how 1 play the 
arpeggiated intro to “Thick as а Brick.” 
This part always seems to baffle gu 
tarists, but in reality it couldn't be sim- 
pler. Believe me, if it was as complicated as 
many believe it to be, I wouldn't be able to 
play it! 
First off, keep in mind that when 1 come 
up with my guitar accompaniments, I often. 
like to use one or more open strings and 
then juxtapose these with simple one- or 
two-note harmonies on other strings. The 
reason this approach works so well for me 
is the same reason it works for [Black 
Sabbath guitarist] Tony lommi—keeping 
the harmony broad and simple allows you 
to create 


an open canvas on 


TULL TALES aw 


have many more options. 

During the verses (FIGURE 3), | use a call- 
and-response type of approach in which 1 
strum chords behind the vocals and “answer” 
them with the original guitar motif. 

During the chorus (FIGURE 4), 1 use sus- 
pended chords which, when played on 
acoustic guitar, make the progression sound 
much richer and fuller. 1 often intersperse 
suspended seconds and fourths with major 
chords, because 1 like the simple harmonic 
tension and release that these voicings create. 

Lastly, 1 play all the guitar parts—even 
the arpeggiated ones—with a pick. 1 have 
to say that a pal of mine, English folksinger 
Roy Harper, influenced me in this direc 


ton. His 
guitar work 
taught me 
that you can use a pick to play parts that are 
usually fingerpicked and still cover a lot of 
ground. He'd play chords and pull out the 
occasional notes that would create extra 
harmonic movement. On a basic level his 
playing taught me that there was an alter: 
native to just strumming chords. I also real 
ized that you didn't have to play а com 
plete melody or a detailed fingerpicking 
pattern to make an accompaniment sound 
interesting. |А fine collection of Roy Harper 
songs, Hats Off, was recently released on The 
Right Suff—Ed.] 


which you can paint a lot of Note: All examples are to be played with a capo at the third fret, 
melodic detail. Conversely, as | Ae cerd en тийгиле peine Plate йи ра. 
soon as you start putting in rich | All notes and chords sound a minor third higher than writen (key of F). 
textures and complex chords, | яошет 
you don't have a lot of places to D5 
go with the melody without run- ЕЕ 
ning afoul of some harmonic 
implication that is inherent in. 1 
the chord structure. FIGURE 2 “Thick as a Brick" intro 
The arpeggiated acoustic gui- 5 жекс NG. ° Orpoa) сеж хс Lo 
tar parts оп “Thick as a Brick" + J 
were conceived with this prind iz — — + + fI == 
ple in mind. The intro is built + + : 
around a motif that uses a sim- 
ple D5 chord, with the guitar | FOURES “Thick asa Brick" verse 
capoed on the third fret (FIG- 0 Am 
URE 1) as the foundation. £ i 
Believe it or not, I work off that iE $ X 
shape throughout the whole i tj 
intro and verse sections 
For example, look at the first P 
measure of the intro, which 
depicted in FIGURE 2. Notice = 
that | keep the open D string 
ringing throughout the part 
Since | have my ring finger free, | FGURE4 “Thick asa Brick” chorus 
Im able to easily add the Cf в ^ жа 0 use O сый 
color tone оп (һе founh fret of + + 
the A string. In the third measure, Ë = H- t + il 
1 take the exact same idea but = = ? = 
move it up three semitones (half- 
Steps), just to create something b АН Wd a eK Ae 3 5 
more chordally interesting. 4 (play 3 n) 
When | wrote “Thick as a 3 
ыы ы | SS eee 
motif first, and then | had the Eu EE TE 
challenge of planting а melody 


around it. Needless to say, its 
much easier to write a melody 
when you're working around this. 
type of “open” chordal idea—you 
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LONNIE JOHNSON: “Life Saver Blues” 


onnie Johnson (1889-1970) was one 


trademark melodic riffs and rhythmic pick- 


musical 


of the few guitarists of any era to enjoy 
popular and artistic success in both jazz 
and blues. As а jazzman—he played 
with both Louis Armstrong and Duke 
Ellington, and recorded a series of 
great duets with guitarist Eddie 


ing syncopations. 

Obviously, if you are to gain a real under- 
standing of Lonnie Johnson's style you 
must listen to his original recordings. His 


sophistica- 

tion, his. 

unique sense of vibrato and phrasing, must 
be heard to be appreciated. 


FIGURE 1 “Life Saver Blues" 
Lang—he possessed a sophisticated | «aropped-Didropped-G" tuning (low to high: DG D G B E) 
sense of harmony and swing. Не | [Aus Crores 


applied these to his blues playing, 
creating a unique, polished sound 
that was a major source of inspira- 


Swing Feet ЛУ» 


tion for many guitarists, including 
Robert Johnson, whose “Malted 
Milk Blues” (covered by Eric 
Clapton on his Unplugged album) is 
an adaptation of Johnson's "Life 


Saver Blues presented in this 


month's column (FIGURE 1). 


"Life Saver Blues,” recorded іп 
1927 and available on Roots of 
Robert Johnson (Yazoo Records), is a 
three-chord 12-bar blues in the key 


of D. The tuning is a modified 


dropped-D tuning (low to high: D 


G D G B E), with the fifth string 
tuned to G instead of the usual 
open A. That G note affords 


Johnson (Lonnie) the luxury of 


playing single-string runs and chord. 


grips in various places on the neck 
without having to worry about fret- 
ting the tonic note of the IV chord 
(С). This is a tuning that Johnson 
used on most of his recordings, and 


it is one worth experimenting with 


The fingerpicking is notated as 
two independent parts: The bass 
notes, played by the thumb, are 


written with the stems poi 


downwards, while the melody, 


played by the fingers, is indicated 
with upward stems. There is no con- 
sistent pattern to the pick—it is the 


various ways the two lines "play 


off,” or syncopate against each 


other that gives the song its rhythm 
and swing. Sometimes the bass 
drops out (as in meas. 3 and bars 
13-16), while in other places the 


bass becomes more syncopated and 


plays on the upbeat (meas. 4). The 


single-string riffs based on the 
chords, create a sense of resolution. 


as they move through and into the 
chords (as in bars 22-24). 1 have 
transcribed two typical choruses 
that illustrate many of Johnson's 


Veteran recording artist 
(www.guitarseminars.com), is the author of many acoustic guitar instructional books and videos. Check out 
Woody's website: www.woodymann.com. 


Woody Mann, the 


founder of International Guitar Seminars 
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